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Nina Kane, University of Huddersfield - paper first given in June 2011 on two occasions.  
Drama Research Seminar, University of Huddersfield Drama Dept (90 minute seminar) 
Lecture, Postgraduate Research Conference, University of Huddersfield English Dept (30 
mins). 
Gender, Fracture and the Architecture of Sarah Kane's  Blasted
1
 
 
In the opening of this paper, I ƌefleĐt oŶ KaŶe͛s ǁƌitiŶg pƌoĐesses aŶd oŶ the iŵpoƌtaŶĐe 
of recognising the spaces and fractures in her texts. I then turn to an analysis of formal 
structure in her work, before focusing on the significance of architecture in Blasted, and 
its relationship to embodiment, language and gender politics. 
 
It has ofteŶ ďeeŶ asseƌted that KaŶe͛s ĐhaƌaĐteƌs haǀe Ŷo histoƌǇ, Ŷo soĐial plaĐiŶg oƌ 
context to refer to, unlike those in social realist drama.
2
 I disagree on the whole with this 
premise, and would argue that in the case of both Blasted and Cleansed, the characters 
are locatable in a mediated geography and time through scenography, through language 
and through relationship onstage (dynamic). The challenge to the audience is not that 
the ĐhaƌaĐteƌs laĐk ĐoŶteǆt oƌ ͚liŶeaƌ Ŷaƌƌatiǀe͛, ƌatheƌ that theǇ aƌe ĐhaƌaĐteƌs situated 
in a state of flux; flux is arguably both within and beyond context, eternally here and 
foƌeǀeƌ alƌeadǇ goŶe ;déjà ǀuͿ. KaŶe͛s plaǇs aƌe Ŷoted foƌ theiƌ iŶteŶsitǇ, aŶd the 
mediation of geography and time shifts with energy and complexity, challenging and 
enervating the reader, audience, actor and director in a dynamic quest for meaning. 
 
                                                 
1
 The bulk of this paper has been disseminated in the public domain, firstly as part of the Drama Research 
Seminar programme at the Drama Department, University of Huddersfield and secondly as a paper at the 
Postgraduate Research Conference, English Department, University of Huddersfield, 8-9 June 2011. 
2
 Saunders, Love Me or Kill Me, op. cit. pp. 8-12. 
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KaŶe͛s sĐƌipts aƌe Ŷot eŵptǇ of ŵeaŶiŶg. Noƌ aƌe theǇ the ƌesult of aŶ asĐetiĐ appliĐatioŶ 
of select words to the empty space of the page. They are in fact the opposite. As Kane 
herself notes in her discussion of writing Blasted, the sparse, succinct, immediacy of her 
dialogues results from a long process of careful crafting, and a pattern of immersion and 
selection: 
The fiƌst dƌaft ǁas aďout thƌee tiŵes as loŶg as ǁhat͛s theƌe Ŷoǁ aŶd I doŶ͛t 
thiŶk theƌe͛s a siŶgle ǁoƌd iŶ the fiƌst dƌaft that is iŶ the final draft, because I 
suppose what I was writing was sub-text – great reams of it. Everyone having 
these huge monologues.
3
 
 
In the 1998 interview with Dan Rebellato at Royal Holloway College, she said: 
I doŶ͛t like ǁƌitiŶg thiŶgs Ǉou doŶ͛t ƌeallǇ Ŷeed, aŶd my favourite exercise is 
cutting – cut, cut, cut!4 
 
KaŶe͛s plaǇs aƌe theƌefoƌe the pƌeĐiselǇ-honed fragments of a much wider set of stories 
which sit underneath – invisible, deleted, out-of-reach but existing in the spaces and still, 
in their erasure, caƌƌǇiŶg iŵpoƌt, ŵeaŶiŶg aŶd ͚suď-teǆt͛. The page, faƌ fƌoŵ ďeiŶg eŵptǇ 
or cool, is a space that has had energy, stories, dialogue and actions thrown at it; it is fat 
with dynamic. Only after Kane removed and cut what she did not need, to shape the 
selection of words she chose, did the definitive text emerge. Arguably, her technical 
processes are filmic – ǁhat ǁe ƌead is ͚the fiŶal edit͛. The spaĐe of the page thƌough suĐh 
eŶgageŵeŶt is, thus, Đhaƌged. It is this that giǀes KaŶe͛s theatƌe a disĐoŶĐeƌtiŶg – 
sometimes uncanny (unheimlich) – quality.5  
                                                 
3
 Saunders, Love Me or Kill Me, op. cit., p. 44. 
4
 ͚IŶteƌǀieǁ ǁith “aƌah KaŶe͛, [audio-recording], 1998. 
5
 “. Fƌeud, ͚The UŶĐaŶŶǇ͛ iŶ The Uncanny, London, New York, Victoria, Ontario, New Delhi, Auckland, 
Rosebank, Penguin, 2003, pp. 121-162. First published as Das Unheimliche in Imago 5 (5-6Ϳ iŶ ϭ9ϭ9. ͚among the 
various shades of meaning that are recorded for the word heimlich there is one in which it merges with its 
formal antonym, unheimlich, so that what is heimlich becomes unheimlich. As witness the passage from 
Gutzkoǁ: ͚We Đall that unheimlich: you call it heimlich.͛ This ƌeŵiŶds us that this ǁoƌd heimlich is not 
unambiguous, but belongs to two sets of ideas, which are not mutually contradictory, but very different from 
each other – the one relating to what is familiar and comfortable, the other to what is concealed and kept 
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WheŶ ǁe eŶgage ǁith KaŶe͛s teǆt as aĐtoƌs oƌ diƌeĐtoƌs, the uŶĐaŶŶǇ is ŵade ŵaŶifest, 
and meaning unfolds and opens unexpectedly in rehearsal. This is true, to a lesser or 
greater extent, with most production processes. In my experience of working on 
Cleansed ǁith ǇouŶg people, hoǁeǀeƌ, I ǁould asseƌt that KaŶe͛s ǁƌitiŶg ďƌiŶgs 
unanticipated and sometimes disruptive elements into play that are not easy to forsee. 
In engaging with the dynamics and the relationships ͚ďetǁeeŶ͛ ĐhaƌaĐteƌs, ƌeadiŶgs aŶd 
inferences not immediately visible to the silent, literary reader, become apparent. 
 
This ŵakes KaŶe͛s ǁoƌk ĐhalleŶgiŶg, iŶteƌestiŶg aŶd iŶheƌeŶtlǇ disƌuptiǀe to a Bƌitish 
theatre that is still largely preoccupied with language and action. As James MacDonald 
notes in an interview for the The Independent during the first run of Cleansed: 
Words are only a third of the play. The bulk of the meaning is carried through the 
iŵageƌǇ. That͛s iŶĐƌediďlǇ ƌaƌe foƌ a Bƌitish plaǇǁƌight.6 
 
If ǁoƌds ĐoŶstitute ͚a thiƌd of the plaǇ͛, aŶd ͚iŵageƌǇ͛ Đaƌƌies the ͚bulk of the ŵeaŶiŶg͛ ;a 
seĐoŶd thiƌd, italiĐs ŵiŶeͿ, is theƌe aƌguaďlǇ a thiƌd site of ͚ŵeaŶiŶg͛ loĐated iŶ KaŶe͛s 
construction of the text? I argue that there is, and that it is to be found in the spaces left 
ďǇ KaŶe͛s edit. I pƌopose that aŶ hoŶouƌiŶg of, aŶ iŶstiŶĐtiǀe ͚listeŶiŶg͛ to oƌ seŶsiŶg of 
that which exists in absentia, is iŵpoƌtaŶt ǁheŶ appƌoaĐhiŶg KaŶe͛s ǁoƌk. I ǁould go 
further and argue that for actors and directors, it is essential to find meaning from the 
gaps in the text. For it is in attempting to realise the script with its fractures and 
deletions, that the unexpected and sometimes uncontrollable occurs in rehearsal – 
                                                                                                                                                        
hiddeŶ… the teƌŵ ͚uŶĐaŶŶǇ͛ ;unheimlich) applies to everything that was intended to remain secret, hidden 
away, and has come into the open. P. 132. 
6
 J. Chƌistopheƌ, ͚‘at ǁith haŶd eǆits stage left͛, The Independent, 4 May 1998, 
http://www.independent.co.uk/life-style/rat-with-hand-exits-stage-left-1161442.html, (accessed 12 May 
2013). 
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because space can be vast and unfathomable, and history conceals more than we 
perhaps realise. It is here that actors and directors find what the production means for 
them, and will, possibly mean for an audience.  
 
I would like to consider architecture at this point in relation to Irigarayan scholarship. 
WheŶ ǁe ͚ďuild͛ oƌ ͚ĐoŶstƌuĐt͛ a set, paƌtiĐulaƌlǇ oŶe that ĐoŶǀeǇs a Natuƌalist iŶteƌioƌ 
(as the set design for Blasted frequently does), we are working with architectures that 
mirror the spaces, frames, fixtures and fittings of the world beyond the stage. Yet 
architecture, as Irigaray notes in her November 2000 address to the International 
Architectural Association, is not neutral. It encodes gender in its arrangements, and 
conventionally, in the construction of dwelling places, prioritises survival over relational 
needs in its organisation of space.
7
 This emphasis on survival results in family or 
partnership dwelling-places being built around conventional features of communality 
(shared dining room, shared adult bedroom, shared kitchen): the traditional ͚heaƌth͛. 
This, she argues, effects a sublimation of the individual to the group through an enforced 
being-ness with another or others. In gender terms, Irigaray argues that this 
aƌƌaŶgeŵeŶt foƌĐes iŶdiǀiduals iŶto a ĐoŶfliĐtual aŶd destƌuĐtiǀe ͚oŶeŶess͛ that is 
essentially masculine (self-same), reinforcing patriarchal control. It does not allow either 
partner (or other family members) to develop their own subjectivity or desires through 
use of spaĐe aŶd it does Ŷot alloǁ foƌ ͚diffeƌeŶĐe͛ Ŷoƌ foƌ ͚differentiated ƌelatioŶships͛ 
between people: 
Intimacy, familiarity and proximity do not exist only through living alongside one 
another and sharing the same space. On the contrary, that often leads to their 
                                                 
7
 L. IƌigaƌaǇ, ͚Hoǁ ĐaŶ ǁe liǀe togetheƌ iŶ a lastiŶg ǁaǇ? Addƌess to the IŶteƌŶatioŶal AƌĐhiteĐtuƌal AssoĐiatioŶ, 
Novemďeƌ ϮϬϬϬ.͛ iŶ Key Writings, 2009, pp. 123-133. 
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destruction. The intimate and familiar are first confused with being in the 
mother, being with the mother, and dwelling in the family home [...](resulting) in 
an infantile need for undifferentiation.
8
 
 
In her address, Irigaray advocates a new model of architectural development for shared 
living, which moves aǁaǇ fƌoŵ the ͚tƌaditioŶal heaƌth͛ aŶd pƌioƌitises ƌelatioŶal ĐoŶĐeƌŶs 
through separate but connected dwellings: 
Then each can keep their own economy, and thus coexistence is possible in 
difference(s).
9
 
 
Such dwellings would be constructed with consideration of: 
all perceptions: visual, but also tactile, auditory, olfactory, gustatory [...] (with 
concern for) [...] a culture of breathing [...] a place for nature [...] a place of 
intimacy with oneself.
10
 
 
She advocates new models of construction that allowed for sexuate difference, and the 
deǀelopŵeŶt of iŶtiŵaĐǇ thƌough haǀiŶg the spaĐe to deǀelop oŶes͛ oǁŶ ͚self-affeĐtioŶ͛, 
leadiŶg to oŶes͛ ͚ďeiŶg-in-ƌelatioŶ͛ to the otheƌ: a ͚ďeiŶg-tǁo͛ ƌatheƌ thaŶ ͚ďeiŶg oŶe͛: 
The point is important to save and lay out the space for living together: the space 
for each one and the space between the two.
11
 
 
IƌigaƌaǇ͛s aŶalǇsis of ĐoŶǀeŶtioŶal dǁelliŶg spaĐes ǁithiŶ patƌiaƌĐhǇ eǆteŶd usefullǇ to a 
consideration of the gender politics of Blasted. In the script, Kane constructs a hotel 
room centrally occupied by a double-bed, shared bathroom and drinks cabinet providing 
sustenance. The hotel room marks (and appears to maintain) a unity of place, dominated 
initially by an older man, Ian, whose language and physicality mark the territory of the 
                                                 
8
 In discussion with Andrea Wheeler reproduced in Conversations, IƌigaƌaǇ usefullǇ defiŶes ͚UŶdiffeƌeŶtiated͛ 
thus: ͚UŶdiffeƌeŶtiated ĐaŶ ďe eŶdoǁed ǁith at least a douďle sigŶifiĐatioŶ: ǁithout diffeƌeŶĐe aŶd indifferent, 
that is to saǇ, ďoth uŶiŵpoƌtaŶt aŶd aǁakeŶiŶg Ŷo feeliŶg, peƌhaps Ŷot eǀeŶ aŶǇ speĐifiĐ ŵood.͛ IƌigaƌaǇ, 
Conversations, op. cit., p.56. 
9
 ibid., p. 63. 
10
 ibid., p.67. 
11
 ibid. 
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room as being one of white, patriarchal, economically-comfortable dominance. The 
initial ordering of the room as self-same with Ian is offset by the female figure of Cate 
whose language and action initially centre around him at a loss to herself. The alignment 
of Ian with the space also receives colonial inflection through the unseen presence of the 
room-service waiter who is abused (racially) for his black ethnicity, and (given his role in 
͚seƌǀiŶg͛ IaŶͿ also foƌ his Đlass positioŶ. The spaĐe of the stage, with its unity of place, 
represents a communal world, self-same with Ian. In this space, Cate and the room 
service waiter can only exist in alterity or sublimation; in an enforced relationship with, 
Ŷot a loǀiŶg, ͚ƌeĐipƌoĐal͛ oƌ ŵutuallǇ ƌespectful relation-to Ian. It appears impossible for 
Ian to consider the space or the people around him as anything other than his; as objects 
to possess, dominate and control. Thus Act 1 presents us with a set of relations within a 
frame embodied by Ian that: 
does not concern itself with a quantitative difference, which somehow remains in 
sameness and maintains relations in a parental or hierarchical dimension, and 
even in a sadomasochistic bond.
12
 
 
With a deft structuring, cogniscent of the agency of the oppressed at resisting sadism, 
aŶd ǁith aŶ aĐtiǀe desiƌe to ͚saǀe͛ aŶd Ŷot destƌoǇ heƌ ĐhaƌaĐteƌs, Ŷoƌ keep theŵ 
trapped forever in a Sartrian hell without exit, Kane articulates a space for both Cate and 
the room-service waiter in the offstage.
13
 In enabling each to retreat to or exist in this 
offstage spaĐe at poiŶts, she iŶdiĐates the possiďilitǇ of ͚leaǀiŶg a ŵoŶoseǆuate 
Đultuƌe.͛14 
 
                                                 
12
 Ibid., p. 68. 
13
 J-P “aƌtƌe, ͚No Eǆit͛, No Exit and three other plays, New York, Vintage International Edition, 1989. First 
published in Paris as Huis Clos in 1945. 
14
 Irigaray, Conversations, loc. cit., p.56. 
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It also offers an opportunity for the audience/reader to consider a change in the 
theatrical picture presented to them (and by extension, arguably, to reflect on the 
potentials of such changes in relation to their own lives): 
In order to meet with the other as such, we have to reverse the situation: to 
leave our usual quotidian in order to open ourselves to the strange, the still 
unknown, the unusual and unfamiliar. We have to give precedence to the other 
and not to our usual world.
15
 
 
 In this, Kane seeks a space within the rigid naturalism of her original stage setting, and 
indicates a possibility for an alternative model of becoming for both the man (Ian) and 
the woman (Cate) on her stage. To do so involves bringing the hitherto ignored and 
invisible world of the offstage, backstage, wings, fly towers and fly floors into play 
coupled with a destruction of the onstage architecture to alloǁ ͚ďƌeath͛ aŶd ͚Ŷatuƌe͛ 
through. It also becomes necessary for the perception of the audience to be shifted from 
a pƌiŵaƌǇ ͚ǀisual͛, to eŶĐoŵpass souŶd, sŵell, touĐh aŶd taste. Whetheƌ it ďe eǀoked 
thƌough IaŶ͛s ͚stiŶkiŶg ƌotteŶ luŶg͛, thƌough the abject imagined horror of eating human 
flesh, through the sound of rain and running water, through the nurturing touch of being 
fed (feeding another) or devastating touch of being raped (raping another), this opening 
of the senses to a wider perception of the spaces possible beyond the dominant space of 
the hotel room (stage) is essential to a dismantling of the patriarchal dwelling-place and 
its destƌuĐtiǀe ͚saŵeŶess͛.  
 
Arguably a temporal, abject and feminist challenge to the unity of place is necessary for 
aŶ eǀeŶtual ͚ďeiŶg-tǁo͛ aŶd a ͚ďeiŶg-in-ƌelatioŶ͛ to ďe ƌeaĐhed, aŶd KaŶe sets this iŶ 
motion from the start of the play. It is important to note how the unity of place operates 
                                                 
15
 ibid. 
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as a liminal space in both Blasted and Cleansed, and to recognise the fracturing effect of 
the movement between interior spaces and exterior spaces at significant points in the 
action. Kane uses architecture within the scenography to contain, anchor, hold and 
suppoƌt the ƌeadeƌ aŶd audieŶĐe͛s eŶĐouŶteƌ ǁith its eleŵeŶts. “he uses fracturing to 
challenge the audience and to open up the space of the stage to new possibilities. 
Central to this is a clear and intentional use of form, and I will look in more depth at this, 
now. 
 
‘eĐalliŶg KaŶe͛s ĐoŵŵeŶt iŶ conversation with Stephenson and Langridge, that more 
important than content is form, it must be noted that formal construction and its 
relationship to content and stage-image is rarely, if ever, discussed in Kane scholarship.
16
 
It is a glaring omission, and one that inhibits understanding of her work. Her discussion 
in this instance was centred on the media response to Blasted, and she usefully analyses 
her theatrical structuring of the play thus: 
IŶ teƌŵs of Aƌistotle͛s UŶities, the tiŵe aŶd aĐtioŶ aƌe disƌupted, ǁhile uŶitǇ of 
place is retained. Which caused great offence.
17
 
 
Retaining the Aristotelian unity of place is clearly a theatrical choice for Kane here (it is 
not incidental) and the geography of her works frequently retain this classical feature. It 
is important to consider KaŶe͛s iŶǀestŵeŶt iŶ ŵaiŶtaiŶiŶg a uŶitǇ of plaĐe iŶ Blasted and 
the dramaturgical implications when the other unities are set non-classically in 
combination. What Kane does with unities in Blasted is this. She presents a unity of 
place, which represents a classical security for the audience. She then disrupts the 
unities of time and action to fluid, chaotic and jarring effect as the play unfolds. As such 
                                                 
16
 Stephenson and Langridge, loc. cit., p. 130. 
17
 ibid, p. 131. 
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Kane undermines, fragments or threatens the continuity (or exclusivity) of location and 
the ͚seĐuƌitǇ͛ such unity of place supposedly represents. It is an incendiary combination 
of forms, and underlines the content of the play effectively. The effect on an audience 
member investing in a security of location is, however, potentially explosive.  
 
Kane typically signposts the inevitable destabilisation of location early on through 
scenographic description. For this she uses naturalism both as an aesthetic and as a 
tactic. Stage directions introduce the reader to location by employing naturalist 
techniques, but they are not a reinscription of convention. Rather Kane quickly 
challenges our investment in the theatrical certainties of place and naturalism, 
pƌeseŶtiŶg the ƌeadeƌ ǁith ͚a ǀeƌǇ eǆpeŶsiǀe hotel ƌooŵ iŶ Leeds – the kind that is so 
expensive, it could be anyǁheƌe iŶ the ǁoƌld.͛18 
 
Thus through oxymoronic juxtaposition and a precise use of language she reveals the 
theatrical trope of naturalism in the script to be one of artifice. It is something that the 
reader of the text knows, also the actor and director, but that the audience, however, 
does Ŷot ͚ƌead͛ ĐleaƌlǇ iŶ theiƌ ǀieǁiŶg uŶtil lateƌ oŶ.  NotaďlǇ aƌĐhiteĐtuƌe featuƌes 
strongly in this process of deconstruction from the outset. 
 
Having destabilised the location geographically, she quickly moors the reader back to an 
immediate position with a highly-visual, materially-seductive structuring of the room 
that is precise and micro-cosmic in detail:  
There is a large double-bed. 
                                                 
18
 Kane, Blasted, op. cit., p. 3. 
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A mini-bar and champagne on ice. 
A telephone. 
A large bouquet of flowers. 
Two doors – one is the entrance from the corridor, the other leads off to the 
bathroom.
19
 
 
In scene 2, she subsequently dismantles the cool pictorial and materialist security of the 
settiŶg ǁith ͚ďodǇ ďloǁs͛. HeŶĐe the opeŶiŶg desĐƌiptioŶ suggests a suddeŶ, iŵpeŶdiŶg, 
heat aŶd the stage diƌeĐtioŶs Ŷote that ͚the ďouƋuet of floǁeƌs is Ŷoǁ ƌipped apaƌt aŶd 
sĐatteƌed aƌouŶd the ƌooŵ͛.20 Whilst the action remains rooted in unity of place, the 
action happening off-stage brings uncertainty, and Kane evokes an uncanny atmosphere 
through a conjuring of invisible others, and through moments of disappearance and 
apparent erasure.  The room-service waiter, though gendered and described physically 
in racist terms by Ian, is never actually seen.
21
 Cate goes into the bathroom for a bath, 
locks the door, and apparently disappears
22
 until re-entering from the bathroom in scene 
ϰ ͚soakiŶg ǁet aŶd ĐaƌƌǇiŶg a ďaďǇ͛.23 At the end of scene 2, the onstage architecture is 
ďlasted ďǇ a ŵoƌtaƌ ďoŵď leaǀiŶg ͚a laƌge hole iŶ oŶe of the ǁalls, aŶd eǀerything [...] 
Đoǀeƌed iŶ dust ǁhiĐh is still falliŶg͛.24 
 
 A pattern of physical deterioration in the structural unity of the room continues to the 
end of the play. By scene 5, the floors of the room become symbolic of earth, whilst 
(hyper-spatially) retaining floor-boards that can be broken and made into a graveyard 
Đƌoss ;͚Cate is ďuƌǇiŶg the ďaďǇ uŶdeƌ the flooƌ͛Ϳ.25 The ͚gƌaǀe͛ ǁideŶs iŶ iŶfeƌeŶĐe 
                                                 
19
 ibid. 
20
 ibid., p. 24. 
21
 ibid., p. 35. 
22
 ibid. p. 38. 
23
 ibid., p.51. 
24
 ibid., p. 39. 
25
 ibid., p. 57. 
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towards the end of the play, becoming big enough for the figure of Ian to crawl into. 
Finally the roof appears to give way, allowing rain that has been heard since the end of 
sĐeŶe ϭ iŶ thƌough aŶd oŶto IaŶ ǁho is Ŷoǁ, laƌgelǇ ͚uŶdeƌ͛ the gƌouŶd-level of the 
room.  
 
The destaďilisiŶg sigŶifiĐaŶĐe of the ͚ǀeƌǇ eǆpeŶsiǀe hotel ƌooŵ iŶ Leeds͛ that Đould ďe 
͚aŶǇǁheƌe iŶ the ǁoƌld͛, fiŶds full eǆpƌessioŶ iŶ the uŶfoldiŶg of tiŵe aŶd aĐtioŶ ďǇ the 
end of the play. Though the unity of place is maintained, it is left violently transformed 
and (literally) leaking by acts of humanity and nature committed inside and out. 
SuggestioŶs of ͚disappeaƌaŶĐe͛ thƌough the oŶstage ďodǇ͛s ƌelatioŶship to the 
architecture of the space heighten a supernatural quality pervasive in the play, and as 
ǁith Haƌold PiŶteƌ͛s Dumb Waiter, we can find ourselves asking questions about 
invisibility, aŶd ǁhetheƌ ͚soŵeďodǇ͛ is ͚ƌeallǇ theƌe͛?26 Does the room-service man 
actually exist? Where does Cate disappear to from the bathroom? How does she get 
back in? The textual image of Cate emerging soaking wet from the bathroom evokes the 
fairy-tale idea that she somehow disappears down the plughole in scene 2, finding the 
ďaďǇ iŶ soŵe stƌaŶge ͚otheƌǁoƌld͛ doǁŶ iŶ the pipes.  
 
The mystery of disappearance and reappearance nevertheless persists, and is further 
emphasised by the sudden presence of physical characters not previously seen, and with 
no obvious immediate link to the narrative of the preceding scenes.
27
 What do we make 
of the kŶoĐkiŶg ƌitual eŶaĐted ďetǁeeŶ IaŶ aŶd the ͚iŶǀisiďle͛ soldieƌ? Where does the 
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soldier come from? Where has the baby come from? How much time has passed and 
ǁhat is happeŶiŶg to the ƌooŵ? The soldieƌ͛s eŶtƌaŶĐe in scene signifies a violent 
intensification of physicality, marked in words by his possession of geographical location 
aŶd ďǇ his ĐeŶtƌalitǇ oŶ the stage: ͚Ouƌ toǁŶ Ŷoǁ!͛28 But ǁho aƌe the ͚ǁe͛ oƌ ͚theǇ͛ 
possessing the town, and which town is it? Words fail to reassure on the stability of 
place; rather they mark the hotel room and the stage as a site of liminality, also of 
violence and destruction. 
 
Hence increasingly, questions of disappearance become emmeshed in the architectural 
framework of the room itself, and prompt imaginative speculation. Imaginative 
speculation is necessary for the processes of staging a production, but in this case is also, 
notably, an inevitable consequence of the naturalism through which the reader has 
architecturally constructed the scene in her/his mind. Staging Blasted obliges the reading 
scenographer or director to engage with the construction of architecture and its 
subsequent dismantling. To Ŷot do so ǁould iŶǀolǀe a stƌoŶg ďƌeak fƌoŵ KaŶe͛s teǆt, aŶd 
the eƌasuƌe of ŵaŶǇ paƌts of aĐtioŶ aŶd dialogue, ǁhiĐh ǁould theŶ Ŷeed to ďe ͚fiǆed͛. 
Like the deletioŶs of KaŶe͛s sĐƌiptiŶg pƌoĐesses, the holes iŶ the hotel ǁall of Blasted 
support the remaining frame and need to be understood and constructed for the 
production to convey meaning. 
 
The text prompts the production cast therefore to consider – which wall does the bomb 
blow a hole in, and what can we see through it? Is it another hotel room, like a mise-en-
abime, a ŵiƌƌoƌ of the oŶe ǁe͛ƌe ͚in͛, its opulence shattered by the rupture in its 
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surface? Does it blast through to the outside, indicated by the window Ian looks through 
in scene 2, in which case, is wind blowing through? Is there noise from outside? And how 
unnerving could the reality of this be (given the room is on an upper floor)? Moreover, 
when Ian crawls beneath the floorboards – with his head poking out – where does the 
rest of his body disappear to? Is he curled foetally between the joists, or is he dangling 
down into the room below, about to fall at any minute?  
 
Arguably, similar questions or visual promptings will arise or present themselves to the 
minds of any reader of the script, but it is those who stage the play who may consider 
this with more precision perhaps, and such are the questions that arise. When the 
human body is imagined within the architectural frame constructed by Kane, 
disconcerting images and associations reveal themselves, reinforcing the atmosphere of 
horror contained within the dialogue and actions between characters. What is clear is 
that the uses of architecture serve to effect a continuity and politics in the delivery of 
the plaǇ͛s ĐoŶteŶt. The use of Ŷatuƌalist stage diƌeĐtioŶ thƌoughout seƌǀes to ƌeiŶfoƌĐe a 
precarious physicality and uneasy location of focus onstage. Unable to rest easy with a 
secure unity of place, and buffeted by a disrupted unfolding of time and action full of 
violent exchange, questions, ambivalence and hope about the invisibility of the off-stage 
intensifies for the audience. 
 
It is peƌhaps this pƌeseŶĐe of Ŷatuƌalisŵ ǁith its ĐeƌtaiŶties ƌeŵoǀed that so ͚spooked͛ 
the reviewers. That, and the inscription of the structure of the play being located clearly 
in the feminine: 
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The form and the content attempt to be one – the form is the meaning. The 
tension of the first half of the play, this appalling social, psychological and sexual 
tension, is almost a premonition of the disaster to come. And when it does come 
the structure fractures to allow its eŶtƌǇ. The plaǇ Đollapses iŶto oŶe of Cate͛s 
fits.
29
 
 
Cate͛s fits, aŶd the fƌaĐtuƌiŶg of the stƌuĐtuƌe that theǇ ƌepƌeseŶt, aƌe highlǇ sigŶifiĐaŶt to 
Blasted. Heƌ ͚Đollapses͛ at keǇ ŵoŵeŶts seƌǀe to ͚fƌaĐtuƌe͛ aŶd iŶteƌƌupt the aĐtioŶ, iŶ ǁaǇs 
that stall or divert the dialogue in process. Her stutter affects a similar disruption. It creates 
a fracture in the rhythm and flow of dialogue between her and Ian throughout acts 1 and 2. 
Whilst Ian appears to be at an advantage through this, and seizes the opportunity to talk 
over and denigrate Cate further, a deeper investigation of the importance of fracturing 
shows how it locates itself as a source of agency for Cate.  
 
Befoƌe eǆaŵiŶiŶg the Ŷatuƌe of Cate͛s fits, I ǁould like to eǆploƌe a ŵoŵeŶt of fƌaĐtuƌe that 
alloǁs ͚eŶtƌǇ͛ to ͚the disasteƌ to Đoŵe͛, ďut ǁhiĐh also, effeĐts a site of ageŶĐǇ foƌ KaŶe aŶd 
for her female protagonist. Kane locates hope within Cate, and signifies this in a transitional, 
magical, moment in act 2. Notably, the moment has clearly been created through an edit in 
KaŶe͛s ǁƌitiŶg, aŶd ǁe aƌe left ǁith a spaĐe that iŶǀites a ƋuestioŶ oǀeƌ disappeaƌaŶĐe.  
 
It starts with an exit from the stage by Cate into the bathroom. The naturalism of the exit is 
suppoƌted ďǇ dialogue: ͚Cate. I͛ŵ haǀiŶg a bath and going home.30 It is also supported by 
stage direction, which recognises a continuity of action, Ian having previously turned one of 
the bath taps on:  
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She goes into the bathroom, closing the door. We hear the sound of the other bath 
tap being turned on.
31
 
 
The soldier enters shortly afterwards and performs a predatory action. Attempting to smell 
Cate through her knickers, he enters the bathroom and, given the violent scenarios with Ian 
earlier, the fear is raised that the soldier may have the intention of raping her.
32
 The 
audience/reader perhaps prepare themselves for what appears to be an inevitability, 
compounding the rape of Cate by Ian earlier within a social realist frame. In an act of writing 
beauty, Kane effects an interruption to this narrative, and Cate disappears: 
The Soldier puts Cate’s kŶiĐkers iŶ his poĐket aŶd goes to the ďathrooŵ.  
He knocks on the door. No answer. 
He tries the door. It is locked. 
He forces it and goes in. 
Ian waits, in a panic. 
We hear the bath taps being turned off. 
Ian looks out of the window. 
 
Ian.  Jesus Lord 
The Soldier returns. 
 
Soldier:  Gone. Taking a risk. Lots of bastard soldiers out there. 
 
Ian looks in the bathroom. Cate isŶ’t there.33 
 
The conventional reading and rendering of this section is to interpret it as if Cate has 
climbed out of the bathroom window. But the script, precise in all other details of 
naturalist progression at this point, does not state this to be the case. It is perhaps 
iŶfeƌƌed that IaŶ sees Cate͛s esĐape thƌough the ǁiŶdoǁ, aŶd this is a possible reading of 
this. Equally possible however is a reading that Ian has looked out of the window and 
only just noticed what the soldier tells him – that ͚theƌe aƌe lots of ďastaƌd soldieƌs out 
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theƌe͛.34 Cate had pointed his attention to the window in the bedroom eaƌlieƌ ͚looks like 
theƌe͛s a ǁaƌ oŶ͛ aŶd he had Ŷot ďotheƌed to look.35 And what of the sound from the 
bathroom? The sound of the taps is audible. Would we not hear a window opening, or 
Cate climbing out? And can we assume there is actually a window in the bathroom? 
Most ͚ǀeƌǇ eǆpeŶsiǀe hotel ƌooŵs͛ ďǇ desigŶ do Ŷot iŶstall theŵ theƌe. The naturalist 
analysis of this moment falls down under scrutiny in its lack of written detail – a notable 
absence in an otherwise precise dramaturgy.  
 
I would argue that Kane has created a moment of magical realism by leaving space and 
therefore ambiguity around this moment. In creating an uncanny atmosphere through 
souŶd, kŶoĐkiŶg aŶd disappeaƌaŶĐe, she eŶaďles us to ĐoŶĐeiǀe of aŶ ͚otheƌ-ǁoƌldlǇ͛ 
possibility, and one that offers hope to the female protagonist, but also to the spectator. 
Cate͛s disappeaƌaŶĐe iŶto aŶotheƌ plaĐe thƌough the fƌaĐtuƌe alloǁed ďǇ KaŶe͛s editiŶg 
ĐhoiĐes has a ƌelatioŶship to Cate͛s fits, aŶd it is to this poiŶt that I Ŷoǁ ƌetuƌŶ. 
 
Cate͛s fits ƌepƌeseŶt a disappeaƌaŶĐe iŶto a pƌiǀate, uŶĐoŶsĐious state, ǁhiĐh is at soŵe 
level hysterical, at another empowering.  Whereas feminist theory has traditionally 
plaĐed ͚hǇsteƌia͛ as a ĐoŶseƌǀatiǀe foƌŵ of ƌesistaŶĐe, Cate͛s aligŶŵeŶt of heƌ petit-mals 
with masturbation posits her fits as a place of jouissance.
36
 In stating that the play 
͚Đollapses iŶto oŶe of Cate͛s fits͛ KaŶe suďtlǇ iŶdiĐates to the ƌeadeƌ to look ďeǇoŶd aŶ 
iŵage of feŵale ͚hǇsteƌia͛, aŶd to ƌead ďaĐk iŶto the teǆt to fiŶd its more pleasurable 
connections. 
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Thus Kane places her writing in an intentional, bodily-centred (arguably, cunt-centred) 
site of female exploration and joy. The destabilising of Aristotelian unities by this 
method is deliberate and she connects the power of suĐh foƌŵal ǁoƌkiŶg to the ĐƌitiĐs͛ 
outrage. Whilst maintaining the spectacle of a structural unity of place on the 
ĐoŶǀeŶtioŶal stage, KaŶe͛s plaǇ aĐtuallǇ takes the ƌeadeƌ/audieŶĐe to ͚aŶotheƌ plaĐe͛ 
ǁheƌe ;iŶ Cate͛s ǁoƌdsͿ: ͚the ǁoƌld doŶ͛t eǆist, Ŷot like this. Looks the same but – Time 
sloǁs doǁŶ.͛  
 
IŶ ǁaǇs ƌeŵiŶisĐeŶt of FƌaŶĐesĐa WoodŵaŶ͛s photogƌaphǇ, also LuĐǇ GuŶŶiŶg͛s 
peƌfoƌŵaŶĐe aƌt / ǀideo ǁoƌk, the ͚feŵiŶiŶe͛ iŶ KaŶe͛s ĐoŶstƌuĐtioŶ does Ŷot oĐĐupǇ the 
centre of the room. Rather she forms an affinity with the architectural frames, seeking 
its edges, ĐoƌŶeƌs, haƌd to ƌeaĐh, pƌiǀate aŶd ͚iŶǀisiďle͛ spaĐes, disappeaƌiŶg iŶto its 
stƌuĐtuƌes plaǇfullǇ, ŵǇsteƌiouslǇ, oƌ ǁith tƌepidatioŶ aŶd at otheƌ tiŵes ͚ďeĐoŵiŶg it͛ iŶ 
ways that subvert conventional perception of boundaries and the limits of physical 
possibility. 
37
 
 
IŶ seekiŶg the edges oƌ ͚ďaĐkgƌouŶd͛ to the liŵits of ͚plaĐe͛, KaŶe͛s taĐtiĐs, as eǆpƌessed 
thƌough Cate͛s ͚gǇŶoĐeŶtƌiĐ͛ shiftiŶg of tiŵe aŶd spaĐe to ͚aŶotheƌ plaĐe͛, eǀoke 
resonance with the theories of radical feminists such as Mary Daly. In Gyn/Ecology, Daly 
aƌgues that ǁoŵeŶ, aŶd feŵiŶisŵ, should ƌeĐogŶise aŶd deǀelop ͚a gǇŶoĐeŶtƌiĐ ĐoŶteǆt͛ 
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foƌ theiƌ liǀes that ͚uŶleaƌŶ͛ patƌiaƌĐhal teaĐhiŶgs, assoĐiatioŶs aŶd laŶguage, ƌeĐlaiŵiŶg 
the etymology of language and reference for ourselves: 
The strength which Self-centring women find, in finding our Background, is our 
own strength that we give back to our Selves. The word strength-giving is only 
materially the same, only apparently the same, when used by women who name 
the saĐƌed oŶ ouƌ oǁŶ authoƌitǇ....Theƌe is a seŶse of poǁeƌ Ŷot of the ͚ǁhollǇ 
otheƌ͛ ďut of the “elf͛s ďe-ing. This participation is strength-giving, not in the 
seŶse of ͚supeƌŶatuƌal eleǀatioŶ͛, thƌough ͚gƌaĐe͛ oƌ of ŵagic mutation through 
miracle drugs, but in the sense of creative unfolding of the Self.
38
 
 
In considering these associations, it is clear that the reviewers were not reacting directly 
to the subject matter of Blasted, but to its formal tactics.
39
 The reader/audience 
ǁitŶesses aŶ ͚uŶfoldiŶg of “elf͛ iŶ Cate͛s ĐhaƌaĐteƌ-progression through the play, but also 
;ƌeŵeŵďeƌiŶg that foƌŵ aŶd ĐoŶteŶt aƌe oŶeͿ iŶ the ͚uŶfoldiŶg of “elf͛ ǁithiŶ KaŶe͛s 
theatre – a re-shaping of conventional unities that shifts place through ͚spiŶŶiŶg͛ aŶd 
gǇŶoĐeŶtƌiĐ plaǇiŶg ǁith tiŵe aŶd aĐtioŶ. Fuƌtheƌŵoƌe KaŶe uses the ͚falliŶg apaƌt of 
Cate͛s fits͛ to ĐoŵŵeŶt peƌtiŶeŶtlǇ oŶ the Ŷatuƌe of ǀioleŶĐe, loĐatiŶg it fiƌŵlǇ iŶ the 
ŵasĐuliŶe, aŶd ;ŶotiŶg Cate͛s Đoŵplete disappeaƌaŶĐe to ͚aŶotheƌ plaĐe͛ iŶ sĐeŶe ϯͿ as 
ďeiŶg ďetǁeeŶ ŵeŶ, aŶd ͚Đloseƌ to hoŵe͛ thaŶ oŶe ŵight thiŶk.  
 
Kane does not locate this violence (or its male gendering) unproblematically. Nor does 
she ƌepƌeseŶt Cate͛s fits, aŶd the Đollapse of ͚self͛ aŶd laŶguage͛ aĐĐoŵpaŶǇiŶg them as 
being representative of a pain-free utopia or an essentialist place of uncomplicated 
jouissance. Cate fƌeƋueŶtlǇ ͚loses͛ the ďattle ǁith IaŶ, aŶd heƌ tƌiuŵph at the eŶd of the 
play is that she has learned to eat for herself first before feeding him, and to sit apart in 
her own space. This is important for it dramatically represents what Irigaray frequently 
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ƌefeƌs to as the ͚ƌeseƌǀe͛ oƌ ͚dǇŶaŵiĐ ƌeseƌǀe͛.40 IŶ fiŶdiŶg a plaĐe of ͚ƌeseƌǀe͛, Cate͛s 
speech and agency strengthen, Ian slips through the cracks, the world as they once knew 
it has been blown apart, and Ian acknowledges his dependence on her with gratitude. 
She is a survivor, not a victor, and Ian remains broken, but alive to learn the new laws of 
exchange between them. The space of the stage is Ŷo loŶgeƌ the ͚self-saŵe͛ that it ǁas – 
Ian has been physically pushed to its margins, and Cate has found a way of being in the 
ĐeŶtƌe of it iŶ heƌ oǁŶ ǁaǇ. IŶ effeĐt theǇ haǀe ƌeaĐhed a ͚ďeiŶg-tǁo͛, aŶd a ǁaǇ of 
͚ďeiŶg iŶ ƌelatioŶ͛ to oŶe aŶotheƌ ǁheƌe difference is clear. The war outside, however, is 
still raging. 
 
KaŶe has effeĐted this ͚ďeiŶg iŶ ƌelatioŶ͛ thƌough a pƌoĐess of fƌaĐtuƌiŶg aŶd destƌuĐtioŶ. 
Cate͛s disappeaƌaŶĐes ;ďodilǇ aŶd ŵeŶtallǇͿ aŶd heƌ stutteƌiŶg, ďaďďliŶg, ĐhalleŶge to 
the thrust and ͚ĐoheƌeŶĐǇ͛ of IaŶ͛s speeĐh, ƌepƌeseŶt a fƌaĐtuƌiŶg of patƌiaƌĐhal poǁeƌ 
and language in the text – an interruption enacted through dialogue, and through 
shifting movement of the female protagonist into and out of view/presence. By 
eǆteŶsioŶ, Cate͛s fits ;aŶd KaŶe͛s plaǇͿ ͚ďlast͛ a spaĐe iŶ the theatƌiĐal laŶdsĐape to heaƌ, 
foƌŵ aŶd peƌfoƌŵ soŵethiŶg ͚otheƌ͛ iŶ ƌespoŶse to ǀioleŶĐe. This pƌoĐess is Ŷot ǁithout 
loss or contradiction for the female subject, nor the female writer. It is one that involves 
painful recognition of the self as implicated in the process of violent display, particularly 
ǁheƌe ͚ǁƌitiŶg͛ ;aŶd ͚good ǁƌitiŶg͛Ϳ is ĐoŶĐeƌŶed: 
My main source in thinking about how violence happens is myself, and in some 
ways all of my characters are me. I write about human beings and as I am one, 
the ways in which all human beings operate is feasibly within my understanding. I 
doŶ͛t thiŶk of the ǁoƌld as ďeiŶg diǀided up iŶto ŵeŶ aŶd ǁoŵeŶ, ǀiĐtiŵs aŶd 
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peƌpetƌatoƌs. I doŶ͛t thiŶk those aƌe ĐoŶstƌuĐtiǀe diǀisions to make, and they 
make for very poor writing.
41
 
 
That the trappings of language position men frequently in a violent and unquestioned 
disregard for the female figure, is dramatised most fully in Blasted through the character 
of Ian, a male journalist whose language from the outset frames him as vile (Ian: I͛ǀe 
shat in better places than this).
42
 KaŶe paƌodies the detaĐhŵeŶt of IaŶ͛s jouƌŶalisŵ 
when narrated down a telephone line. This reveals the structural coldness inherent in 
constructing violent, sensationalist narratives, and underlines the uses of language as a 
weapon against women: 
Ian: A serial killer slaughtered British tourist Samantha Scrace, S-C-R-A-C-E, in a 
sick murder ritual comma, police revealed yesterday point new par. The bubbly 
nineteen year old from Leeds was among seven victims found buried in identical 
triangular tombs in an isolated New Zealand forest point new par. Each had been 
stabbed more than twenty times and placed face down comma, hands bound 
behind their backs point new par. Caps up, ashes at the site showed the maniac 
had stayed to cook a meal, caps down point new par. Samantha, comma, a 
beautiful redhead with dreams of becoming a model comma, was on the trip of a 
lifetime after finishing her A-leǀels last Ǉeaƌ poiŶt […]. 43 
 
The tightly dƌaǁŶ Ŷatuƌe of IaŶ͛s ǀioleŶt teǆt ĐoŶstƌuĐtioŶ – a text devoid of space, its 
narratives forced together – personifies a patriarchal rigidity of language. In presenting 
us with a fractured female text/body, and a naturalist theatre scene gradually dissolving 
and fragmenting to allow spaces, cracks and falling, Kane arguably undermines the 
violence of such construction, meeting violence with violence in the body of the text, but 
a violence of intervention, unravelling and dismantling, ultimately leading back to a 
female (arguably feminist) jouissance/joy: 
I […] piĐked a ŵoŵeŶt iŶ the plaǇ, I thought I͛ll plaŶt a ďoŵď aŶd ďloǁ the ǁhole 
fucking thing up. I loved the idea of it as well, that you have a nice little box set in 
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a studio theatre somewhere and you blow it up. You know you go to the Bush 
Theatƌe aŶd Ǉou go iŶ aŶd Ǉou see the set...aŶd theƌe͛s alǁaǇs this loŶgiŶg foƌ it 
to blow up, so it was such a joy for me to be able to do that.
44
 
 
That the violence of such rendering/rending is not without loss is underscored further in 
her analysis of the need to sometimes go to places that are painful – not for some 
aďstƌaĐt ŵasoĐhistiĐ puƌpose, ďut iŶ oƌdeƌ to faĐe the ͚hoƌƌoƌ͛ of the ǁoƌld ĐleaƌlǇ: 
The choice is either to represent it, or not represent it. I͛ǀe ĐhoseŶ to ƌepƌeseŶt it 
because sometimes we have to descend into hell imaginatively in order to avoid 
going there in reality. If we can experience something through art, then we might 
be able to change our future, because experience engraves lessons on our heart 
thƌough suffeƌiŶg...I͛d ƌatheƌ ƌisk oǀeƌdose iŶ theatƌe thaŶ iŶ life. AŶd I͛d ƌatheƌ 
risk defensive screams than passively become part of a civilisation that has 
committed suicide.
45
 
 
If Kane was more nuanced in her analysis of gender relations, and the necessity of 
theatƌe to eǆploƌe ǀioleŶĐe thƌough ͚desĐeŶd;iŶgͿ iŶto hell iŵagiŶatiǀelǇ͛, it is Đleaƌ heƌ 
critics were less open to the risks of this. I would argue that the gendered nature of her 
technical approach, and the challenge in combining cunt-centred content and critique 
with form was a key factor in the juvenile and aggressive reaction to Blasted. Kane was 
clear on how her playing ǁith uŶities Đaused ͚offeŶĐe͛: 
it implied a direct link between domestic violence in Britain and civil war in the 
former Yugoslavia. Blasted ƌaised the ƋuestioŶ, ͚ǁhat does a ĐoŵŵoŶ ƌape iŶ 
Leeds haǀe to do ǁith ŵass ƌape as a ǁaƌ ǁeapoŶ iŶ BosŶia?͛ AŶd the aŶsǁeƌ 
appeaƌed to ďe ͚Quite a lot͛ The uŶitǇ of plaĐe suggests a papeƌ-thin wall 
between the safety and civilisation of peacetime Britain and the chaotic violence 
of civil war. A wall that can be torn down at any time, without warning.
46
 
 
KaŶe͛s ͚papeƌ-thiŶ ǁall͛ is aŶ aƌĐhiteĐtuƌal iŵagiŶaƌǇ that effeĐtiǀelǇ Đollapses a ďiŶaƌǇ. It 
represents a fold, and the fold marks a desire to close the conventional distance 
between peacetime BritaiŶ aŶd ǀioleŶĐe ͚elseǁheƌe͛, to ƌepƌeseŶt a ͚tƌuth͛. The 
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ĐoŶjuƌiŶg of a ͚papeƌ-thiŶ ǁall͛ to ƌepƌeseŶt the philosophiĐal ĐloseŶess eŶĐoded iŶ 
KaŶe͛s eǆploƌatioŶ of ǀioleŶĐe, aŶd its metonymic presence on her stage denoting a 
ĐoŶsisteŶt ͚uŶitǇ of plaĐe͛ is iŶteƌestiŶg iŶ its stƌuĐtuƌal iŵagiŶiŶg, also iŶ its aƌĐhiteĐtuƌal 
ƌesoŶaŶĐe. The ŵetaphoƌ holds eĐhoes of the soŶg ͚Papeƌ MooŶ͛ aŶd thƌough this 
association, we are returned to the visual world of the stage, and by extension, to the 
aƌtifiĐe of Ŷatuƌalisŵ suggested ďǇ KaŶe͛s opeŶiŶg. The ͚papeƌ-ŵooŶ aŶd Đaƌdďoaƌd sea͛ 
type of scene-setting, so attractive to the average critic, and representative of the box-
set of the Bush are beiŶg kŶoǁiŶglǇ plaǇed ǁith theŶ pulled doǁŶ iŶ KaŶe͛s teǆt. “he 
warns us of this in the oxymoron of her opening stage direction, but provokes us to 
invest in it anyway.
47
 The sileŶt, suďǀeƌsiǀe ͚told Ǉou so͛ ǁhispeƌiŶg thƌough eaĐh ͚ďloǁ͛ 
to the architecture ;aŶd ŶatuƌalisŵͿ of the sĐeŶe is puŶĐtuated ďǇ IaŶ͛s fiŶal ͚thaŶk Ǉou, 
aŶd it is this that is aƌguaďlǇ the ŵost ĐhalleŶgiŶg featuƌe of KaŶe͛s foƌŵal ŵethod.  
 
The ͚thaŶk Ǉou͛ is iŶteƌestiŶg aŶd ƌelates to tiŵe. A feǁ ŵoŵeŶts ďefoƌe eǆpƌessiŶg it, 
IaŶ ͚dies ǁith ƌelief͛. CoĐooŶed safelǇ iŶ his gƌaǀe iŶ the flooƌďoaƌds, haǀiŶg eǆhausted 
the limits of his rage, despair and venom, he momentarily becomes the conventional 
tƌagiĐ heƌo, eŶtoŵďed ĐoŵfoƌtaďlǇ iŶ a solitaƌǇ eŶd. At this poiŶt, KaŶe͛s teǆt 
metaphoricallǇ ͚plaǇs God͛ ǁith Ŷatuƌalisŵ aŶd deŶies IaŶ this heƌoiĐ eŶd – the roof 
appaƌeŶtlǇ ͚fƌaĐtuƌes͛, alloǁiŶg the ƌaiŶ thƌough, ďƌiŶgiŶg hiŵ ďaĐk to life. The ŵoŵeŶt 
of fracture is surreal and biblical – the roof does not crack, give way, fall-in – it literally 
aŶd sileŶtlǇ ͚paƌts like the HeaǀeŶs͛, ƌesuƌƌeĐtiŶg hiŵ. It is aŶotheƌ eǆaŵple of KaŶe͛s 
deft aŶd suďtle uses of ŵagiĐal ƌealisŵ to effeĐt ĐoŶditioŶs foƌ a ͚hoƌizoŶtal-
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tƌaŶsĐeŶdeŶĐe͛ iŶ ƌelatioŶs ďetǁeeŶ the ĐhaƌaĐteƌs oŶstage. KaŶe sǁiftlǇ ƌestoƌes the 
scene and its architecture to naturalism, and in doing so underscores the necessity of 
recognising reality in the final analysis, and (through language) in bringing the 
redemptive power of feminine intervention down to earth: 
He dies with relief. 
It starts to rain on him, coming through the roof. 
Eventually. 
Ian. Shit. 
Cate. enters carrying some bread, a large sausage and a bottle of gin. There is blood 
seeping from between her legs. 
Cate. You͛ƌe sittiŶg uŶdeƌ a hole. 
Ian. I know. 
Cate. Get wet. 
Ian. Aye. 
Cate. Stupid bastard. 
She pulls a sheet off the bed and wraps it around her. 
She sits next to Ian’s head. 
She eats her fill of the sausage and bread and washes it down with gin. 
Ian listens. 
She feeds Ian with the remaining food. 
She pours gin in Ian’s ŵouth. 
She finishes feeding Ian and sits apart from him, huddled for warmth. 
She drinks the gin. 
She sucks her thumb. 
Silence. 
It rains. 
Ian. Thank you. 
Blackout.
48
 
 
The final image of rain breaking through concludes an increasingly expressive set of 
stage diƌeĐtioŶs that plaǇ ǁith tiŵe. ͚The souŶd of spƌiŶg ƌaiŶ͛ ;sĐ. ϭͿ, ͚͛the souŶd of 
suŵŵeƌ ƌaiŶ͛ ;sĐ. ϮͿ, ͚the souŶd of autuŵŶ ƌaiŶ͛ ;sĐ. ϰͿ ͚the souŶd of heaǀǇ ǁiŶteƌ ƌaiŶ͛ 
(sc. 5), takes the reader through a chronology that extends the theatrical unity beyond 
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its ĐoŶǀeŶtioŶal ͚daǇ͛ to a seasoŶal Ǉeaƌ.49 In her extension of time beyond convention, 
Kane successfully reinscribes her working method in the feminine, and in the time-
defǇiŶg, ͚spiŶŶiŶg͛ aŶd ŵastuƌďatoƌǇ spaĐe of Cate͛s fits.50 Ultimately, in the ending of 
Blasted, the rain (time) and the war (action) completes the erosion of the solid structure 
of place, yet with this destruction comes a change in relationship between its two 
(gendered) protagonists, and ultimately a space for hope and redemption – a space, 
(KaŶe͛s method proposes), not located in naturalism, watertight language or the rigid 
maintenance of Aristotelian unities. Rather she proposes a negotiation, and a playing of 
different elements that allow a leaking, implosion, bombardment and fracturing of the 
dominant structures. 
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